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Founded in 1872, the School of Music combines the intimacy and intensity of 
conservatory training with a broadly based, traditional liberal arts education at the 
undergraduate level and intense coursework at the graduate level. The school offers 
degrees in performance, composition and theory, musicology, music education, 
collaborative piano, historical performance, as well as a certificate program in its Opera 
Institute, and artist and performance diplomas. 
Founded in 1839, Boston University is an internationally recognized private research 
university with more than 32,000 students participating in undergraduate, graduate, 
and professional programs. BU consists of 17 colleges and schools along with a number 
--
of multidisciplinary centers and institutes which are central to the school's research and 
teaching mission. The Boston University College of Fine Arts was created in 1954 to bring 
together the School of Music, the School of Theatre, and the School of Visual Arts. The 
University's vision was to create a community of artists in a conservatory-style school 
offering professional training in the arts to both undergraduate and graduate students, 
complemented by a liberal arts curriculum for undergraduate students. Since those early 
days, education at the College of Fine Arts has begun on the BU campus and extended 
into the city of Boston, a rich center of cultural, artistic and intellectual activity. 
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Women's Chorale 
Vincent Persichetti 
(1915-1987) 
Felix Mendelssohn 
(1809-1847) 
Winter Cantata, op. 97 
Daniel Vozzolo, marimba 
Megan Lotz, flute 
Drei Mottetten, op. 39 
I. Veni Domine 
II. Laudate Pueri 
Carey Shunskis, soprano 
Michael Dauterman, organ 
Adam Kurihara, conductor 
This recital is in partial fulfillment of the Master of Sacred Music degree in Choral Conducting. 
Men's Chorus 
Charles lves 
(1874-1954) 
William Billings 
(1746-1800) 
Jean-Baptiste Lully 
(1632-1687) 
Franz Schubert 
(1797-1828) 
Processional "Let there be Light," S. 176 
Sara Beth Guill, organ 
Jennie Chan, violin 
When Jesus Wept 
"Le Choeur des Trembleurs" from Isis 
Jennie Chan, violin 
Kaitlin Springer, viola 
Carolyn Regula, cello 
Michael Dauterman, organ 
Gesang den Geistern iiber den Wassern, 0.714 
Samara Schwartz, Kaitlin Springer, viola 
Carolyn Regula, Leslie Keith, cello 
Emilee Graham, bass 
arr. William L. Dawson 
(1899-1990) 
Ain'-a That Good News! 
African - American Spiritual 
Caleb Williams, conductor 
This recital is in partial fulfillment of the Master of Sacred Music degree in Choral Conducting. 
Chamber Chorus 
Johannes Brahms 
(1833-1897) 
-Intermission-
Neue Liebeslieder Waltzer, op. 65 
1. Verzicht, 0 Herz, auf Rettung 
2. Finstere Schatten der Nacht 
3. An jeder Hand die Finger 
Suzanne Karpov, soprano 
4. Ihr schwarzen Augen 
Erik Van Heyningen, bass-baritone 
5. Wahre, wahre deinen Sohn 
Joanna Lynn-Jacobs, mezzo-soprano 
6. Rosen steckt mir an die Mutter 
Lea Madda, soprano 
7. Vom Gebirge Well auf Well 
8. Weiche Graser im Revier 
9. Nagen am Herzen fiihl ich ein Gift mir 
Suzanne Karpov, soprano 
10. Ich kose siif.S mit der und der 
Jason Berger, tenor 
11. Alles, alles in den Wind 
Katrina Tammaro, soprano 
12. Schwarzer Wald, dein Schatten 
13. Nein, Geliebter, setze dich 
14. Flammenauge, dunkles Haar 
15. Zum SchluB 
Michael Dauterman, primo piano 
Justin Blackwell, secondo piano 
Ann Howard Jones, conductor 
Adam Kurihara, conductor 
Adam Kurihara is in his second and final year in the Master of Sacred Music pro-
gram, an interdisciplinary degree from the School of Theology and the College 
of Fine Arts, where he studies choral conducting with Dr. Ann Howard Jones 
and takes classes in theology and Christian worship. Since moving to Boston in 
2010, Adam has worked as section leader at The Cathedral of the Holy Cross and 
played drums at Park Street Church. In August of 2011 Adam began as Director 
of Music and Worship at Trinitarian Congregational Church in Wayland, MA. 
Adam's passion for music deepened in college with undergraduate studies in 
Composition at UC Santa Barbara. He also continued studying piano, played 
in several ensembles, ~d directed UCSB's premiere a cappella group, Naked 
Voices. Here he also developed a love for choral music, and completed a MM 
· horal Conducting studying with Michel Marc Gervais. During graduate 
b ies Adam was engaged in many musical activities including teaching, choral 
directing, and regular cantor positions. 
Over the summers, Adam has studied Composition at the Fontainebleau school, 
Choral Conducting at the European American Musical Alliance in Paris and un-
der Simon Carrington at Norfolk's choral conducting workshop, and was a Cho-
ral Scholar at the Berkshire Choral Festival singing Bach's St. Matthew Passion 
' Caleb Williams, conductor 
Caleb Williams is a Master of Sacred Music and Master of Divinity candidate at 
the Boston University School of Theology, and the Boston University College of 
Fine Arts, where he studies under Dr. Ann Howard Jones. He is also a declared 
candidate for ordination in the United Methodist Church. He received a Bachelor 
of Music Education (Choral/General) from Western Michigan University, where 
he sang with both the University Chamber Singers and the award-winning vocal 
jazz ensemble Gold Company. He is also a graduate of Interlochen Arts Acad-
emy, a private arts high school in Northern Michigan. Caleb maintains regular 
engagements as soloist and section leader around Boston, including upcoming 
concerts with The Copley Singers, St. Paul's Parish in Brookline, and The Har-
vard Collegium Musicum. He is also the Choir Director at the United Church of 
Christ in Canton, MA. 
)n Howard Jones, conductor 
Ann Howard Jones is Professor of Music and Director of Choral Activities 
at Boston University. She conducts the Symphonic and Chamber Choruses, 
supervises conducting students in the Concert Chorus and the Women's 
Chorale, teaches graduate choral conducting, and administers the MM and 
DMA programs in Choral Conducting. Dr. Jones is also the conductor of the 
BU Tanglewood Institute Young Artists' Vocal Program Chorus, an auditioned 
ensemble of high school singers which rehearses and performs at Tanglewood in 
the summer. 
Recognized as a distinguished clinician, adjudicator, teacher and conductor, she 
has led many all state and regional choruses, workshops and master classes in 
the US, Europe, South America, Canada, and Asia. She has been invited to teach 
and conduct at North Texas, Michigan State, Missouri, University of Miami, San 
Diego State, University of Missouri-Kansas City, Southern Methodist University, 
and Westminster Choir College of Rider University, University of Kentucky, and 
the University of New Mexico. 
From 1984-1998, Dr. Jones was the assistant conductor to the late Robert Shaw 
and the Atlanta Symphony choruses, where she was Assistant Conductor for 
Choruses, sang in the alto section, assisted with the Robert Shaw Chamber 
Singers and helped to organize the Robert Shaw Institute. She sang and 
recorded with the Festival Singers both in France and in the U.S. The Festival 
Singers were also represented in performances of major works for chorus and 
orchestra at Carnegie Hall in a series of performance workshops. After Shaw's 
death in 1999, Dr. Jones was invited to conduct the Robert Shaw Tribute Singers 
for the American Choral Directors Association conferences in San: Antonio and 
Orlando. 
Choruses at Boston University have been invited to appear at conventions of 
the American Choral Directors Association (ACDA) in Boston and New York 
City. Dr. Jones has traveled with a group of BU graduate students to Padua 
and Venice, Italy, to perform and to study. A similar trip was made to Oslo and 
Bergen, Norway. In the spring of 2009, the graduate conducting students joined 
Dr. Jones at the national convention of ACDA in Oklahoma City, where she was 
invited to prepare and conduct the world premiere of a work by the preparations 
for the performance. 
Among the honors which Dr. Jones has received are the coveted Metcalf Award 
for Excellence in Teaching from Boston University, a Fulbright professorship 
to Brazil, and a lectureship for the Lily Foundation. At the National Conference 
of the American Choral Directors Association on March 9, 2011, Dr. Jones was 
named the recipient of the Robert Shaw Choral Award for distinguished service 
to the profession, the highest award given by the association. 
Dr. Jones is a native of Iowa, and her degrees are from the University of Iowa. 
Program Notes 
Women's Chorale 
Vincent Persichetti (1915-1987), theorist and composer from Philadelphia, 
PA, is known for his piano sonatas, sacred music, and his prominent career 
as a composition teacher. At Julliard, where he held chair of the composition 
department, he taught composers such as Phillip Glass, Kenneth Fuchs, and 
Richard Danielpour. 
In 1964 Persichetti received a collection of Japanese Haiku poetry from his 
daughter entitled Net of Fireflies. This became the basis for his Winter 
Cantata (1964), which we present in excerpts tonight. The poetry collection 
compiles traditional Haikus from the master poet Basho (1644-1694), and his 
ents Kikaku, Yaha, as well as other Japanese poets. The simplicity and 
iency of the Japanese form pervades Persichetti's tonal and rhythmic style. 
Chromatic and whole tone scales combine to create what came to be known as a 
'conservative pandiatonic harmonic idiom'- a style of composition that utilizes 
traditional diatonic (major and minor) scales without the rules of traditional 
harmony. Using the notes of the diatonic scale without the limitations of 
functional tonality was very popular among American composers in the middle 
of the twentieth century, most notably evident in the music of Aaron Copland, 
and Igor Stravinsky, and still remains a popular compositional style in the music 
of j\rvo Part, Steve Reich, John Adams, and Eric Whitacre. 
Utilizing Harold Stewart's English translation of traditional Japanese Haikus, 
Persichetti paints text evoking the chills and seclusion of winter, something 
we are all too familiar with in New England (though perhaps not this year, we 
understood this quite well in 2011!). 
The chilling sound of the flute's first entrance sets the aura for the cantata. A 
Copper Pheasant (I) begins with D, one of the lowest notes in a flute's range and 
is answered by a cluster of pitches on the marimba [Eb F G A]- a whole tone 
scale. These two statements set. up the musical material for the entire cantata and 
will return in the final movement. As the voices enter, listen to how they begin 
on the same unison D, and then gradually divide using the harmonic material 
established by the marimba. 
Winter Seclusion (III) utilizes changing time signatures and drawn-out rhythms 
to portray the isolation and uncertainty of long winters. The rousing central 
ement (VI), One Umbrella, is a jaunty and playful chorus with virtuosic 
li umental material. As quickly as it begins it recedes, as the chorus sings 'as 
snowy dusk draws on; one umbrella has come, and passes by, and now is gone.' 
So Deep (X), depicts the slow plodding through thick snow. The selections 
come' to a close with The Wind's Whetstone (XI), illustrating the harsh winter 
winds. Listen for the return of the opening statements by the flute and marimba. 
Broken arpeggios, serene rolled clusters on the marimba, and the final low 0 
in the flute that echoes the opening movement bring this cantata to a chilling 
conclusion. 
From a completely different sonic world is Felix Mendelssohn's (1809-1847) 
Drei Mottetten, op. 39 (1830). These three motets were written and dedicated to 
the Nuns at Trinita de'monti in Rome, the Renaissance church resting atop the 
beautiful Spanish steps. We present Nos. 1 and 2 this evening. 
The first motet, Veni Domine, draws its text from the responsory from the fourth 
Friday in Advent. Its pleading phrases bring to mind the cry of the church in 
advent- "0 Come!" It is a time when the church celebrates the first coming, the 
birth of Jesus, and anxiously awaits his second advent. The rolling 6/8 meter 
coupled with a minor tonality builds with intensity as phrases rise and fall from 
a modest plea to a desperate cry for saving help. 
We conclude this portion of the concert with Mendelssohn's second motet, Lau-
date Pueri, which sets the text of Psalm 113:1-2. With this simple and beautiful 
song of praise we invite you to sit back and enjoy the rich harmonic language 
and soaring expressive melodies of German romanticism. 
-Adam Kurihara 
Men's Chorus 
Everyone wants to be special, unique, an original. As the voices of these young 
men join together this evening, it will be the first performance in recent memory 
of an official Boston University ensemble comprised of only male voices. This 
originality is rooted in a rich tradition of men's choirs that stretches back 
centuries. In this, their first concert, they offer a series of works that are as 
original and rooted in the tradition as the choir that performs them. 
Charles lves (1874-1954) 
Processional"Let there be Light," 5.176 
"In the beginning God created the heaven and the earth. 
And the earth was without form, and void; 
and darkness was upon the face of the deep. 
And the Spirit of God moved upon the face of the waters. 
And God said, Let there be light: and there was light. 
And God saw the light, and it was good: 
and God divided the light from the darkness." 
-Genesis 1:1-3 (King James Version) 
Harkening back to the origin of the universe, the English hymn-writer Rev. John 
Eller~on (1~26-1893) adapted the creation story into a simple hymn text first 
pubhshed m 1867. Written for his congregation in Chester, the poetry applies the 
imagery of Genesis to the present, suggesting that every day is a new Creation. 
Charles Ives set a fragment of the first stanza of Ellerton's hymn for two organs 
and choir in 1901, while he was the organist at Central Presbyterian Church in 
New York. Originally hailing from Danbury, Connecticut, lves was a successful 
man, graduating from Yale (and part of the secret Wolf's Head Society) and 
making his career as a successful insurance salesman, owner, and innovator. 
While at Yale, though, he remained focused on Music, studying with the Horatio 
Parker. Against Parker's wishes, Ives explored many techniques far ahead of 
their time, especially polytonality. The son of a military band leader and church 
organist from age 14, he was so steeped in these traditions that he frequently 
used musical quotations and references in his own composition. His Processional 
"Let there be Light" breaks many of the rules of traditional European harmony 
he learned in school. lves, focused solely on the meaning of the text, portrays the 
separation of light and darkness through passages of wrenching and unraveling 
· onances pulled back into pure octaves. In each of the work's two sections, the 
on separates sequentially into seconds, thirds, fourths, fifths, and climaxes 
at a major seventh before resolving into octaves. The effect can be quite jarring, 
especially with his optional violin quartet replacing the second organist. The 
grandeur of this simple work, though, offers a glimpse of the awesome power of 
God in the act of creation. 
William Billings (1746--1800) 
When Jesus Wept 
O~er a century before Charles Ives, another American original was breaking the 
rules of European harmony. William Billings, from Boston, created a distinctly 
American music while the colonies fought to become a distinct nation. Full of 
patriotic pride and entrepreneurial spirit, this self-taught music educator was 
friends with Paul Revere and Samuel Adams. A tanner by trade, Billings learned 
the basics of harmony from the local singing schools, went on to compose and 
publish collections for this tradition including Continental Harmony (1794). 
Despite an unusual appearance (one short leg, a shriveled arm, and one-eyed) 
and personality (a stentorian voiced snuff addict), he wrote the song Chester, 
which became one of the great ~nthems of the American Revolution. His 
compositions became wildly popular across the colonies, earning Billings enough 
money to purchase a fine house on Newbury Street. Unfortunately, changing 
times and fortunes saw him die in poverty, before supposedly being buried in 
the Boston Common. 
Billings wrote music for popular consumption, not just for trained church 
icians. One of his favorite forms was the canon (sometimes called a round, 
"Row, Row, Row Your Boat"), which could be easily learned and sung 
in harmony by those not able to read the music. "When Jesus Wept," one such 
canon, has remained among his most popular compositions. Billings also wrote 
the simple, two-line text, which connects the shortest verse in the King James 
Bible, "Jesus wept'' (John 11:35) with Jesus' love and offering to all the world. He 
l 
uses images from the story of Lazarus, Mary of Bethany's brother. 
"Therefore, when Jesus saw her weeping, and the Jews who came 
with her weeping, He groaned in the spirit and was troubled. 
And He said, 'Where have you laid him?' They said to Him, 'Lord 
·come and see.' Jesus wept. Then the Jews said, 'See how He loved' 
him!l// 
-John 11:33-6 
Billings' harmony emphasizes open fifths and the melody is full of leaps, 
lending a hollow, mournful sound to a work already in a key with a minor third 
and no leading tone. In this way, the music and text work together to bring the 
biblical story to the present situation. 
Jean-Baptiste Lully (1632-1687) 
"Le Choeur des Trembleurs" from Isis 
A different kind of tragic story is the focus of Jean-Baptiste Lully's tragedie 
lyrique opera, Isis. The love story of Jupiter, Io, and Juno, as related in Ovid's 
Metamorphoses and Aeschylus's Prometheus Bound. The great god Jupiter 
(Zeus) greatly desires the nymph Io, and thus emages his wife Juno (Hera). Dif-
ferent tales describe Juno's attempts to keep the two lovers separated. In Philippe 
Quinault's (1635-1688) libretto, rather than being turned into a cow (as happened 
iil the more traditional versions of the story), Io is banished to a frozen land. 
Opening the fourth act of the opera, the theater is changed to "represent the most 
frozen place in Scythia." This was the name given by the ancient Greeks to parts 
of modern Ukraine, Russia, and Central Asia. The inhabitants shiveringly sing a 
chorus bemoaning their frosty predicament, while "paraissent transis de froid," 
appearing frozen in place. Lully comically sets their voix tremblante, giving 
each syllable two notes for a shivering effect. The strings mimic this sound with 
breathless pizzicati, unifying the piece musically. 
The entire production of this opera was focused on the court of Louis XIV of 
France. Both Lully and Quinault worked exclusively for the court, with the libret-
tist writing exclusively for Lully's operas from 1671 until the composer's death. 
Poetically, he died the year after his musical counterpart without completing any 
more works. Lully composed many ballets for the court, and took up opera after 
a two-year residence of the Italian composer and librettist Francesco Cavalli (who 
died in 1676). Up to this time, Italians had maintained a near-monopoly of the 
geme. Naturally, when this work was premiered on January 5, 1677, it was witb 
royal funding and in the salle de ballets of the old chateau of Saint Germain-e 
Laye, one of the king' s castles. 
... 
franz Schubert (1797-1828) 
Gesang den Geistern iiber den Wassern, D. 714 
The poetry of Johann Wolfgang von Goethe (1749-1832), the key figure in Ro-
manticism, and Germany's most famous writer, perfectly complemented the 
music of the young Viennese composer Franz Schubert. The Romantic exaltation 
of nature, the wild passions, and a secular version of spirituality all offered fuel 
for the short-lived fire of Schubert' s career. Deceased at the age of 31, the prolific 
composer wrote over 600 lieder (songs) for the solo voice. Even composed a set-
ting of this very text for Baritone voice. The short, plump, bespectacled musician 
is famously held "Schubertiades," gatherings of his social and artistic circle, 
where chamber music was tested, premiered, and discussed. 
Goethe's text was supposedly inspired by his 1779 trip to some famous waterfalls 
witzerland. The poet draws an extended simile between the soul's journey 
a waterfall, from floating mists, to frightening cliffs. Here, unlike the Genesis 
~tory, the spirits over the water are our souls, departing like foaming mists at the 
base of a cataract. 
Schubert so loved this poem that he attempted to set it five different times. This 
1820 setting is the last and most successful by far. Premiered on the same concert 
as his setting of Goethe's Erlkonig, this work for 8 different men's voices and low 
strings, met mixed reception. The vivid text painting and wild mood changes 
se~m almost schizophrenic. When paired with a richer understanding of the 
text, the mystery and drama of the work raises it too the rarified company of the 
greatest works for voices and instruments. 
African-American Spiritual, arr. William L. Dawson (1899-1990) 
Ain'-a That Good News! 
The history of African-American spirituals, as with any folk tradition, is often 
hard to trace, as the songs typically pre-date transcription and recording by 
many decades. This is certainly the case with the spiritual Ain' -a That Good 
News! The earliest collected transcription comes from Befo' de war spirituals: 
Words and Melodies, a 1933 collection of ante-bellum songs collected along the 
Carolina coast. A work song, the spiritual offers a simple call and response, verse 
and chorus form, allowing one song leader to improvise many verses, listing the 
many items stored in heaven. Clearly, this aspirational tone, by contrast, high-
lights the desperation and privation of the singers present condition. 
the end of slavery and the beginning of higher education for African-Amer-
• s, spirituals began to be concertized, as by the famous Fisk Jubilee Singers of 
Fisk University. The application of European harmonies and performance prac-
tice turned a folk tradition into a commercial, high-art form, the concert spiritual. 
Another of the most famous schoolchoirs came from the Tuskegee Institute, 
where from 1931 to 1956, the conductor was William Levi Dawson. A formidable 
composer, his symphonies were performed by the major American orchestras 
the time, and continue to be performed. It's no surprise that with this success ~~ · 
1 · d · · 1 d h" f 1 ' 11S ace atme mternationa tours, an 1s power u arrangements, such as this 1937 
gem, that for years Tuskegee refused to accept his resignation from the positio 
He was one of the most important black composers of the twentieth century, a~d 
like Billings and Ives, combined the sonic palette in which he was raised with th 
traditions of European classical music to create something truly American and e 
truly original. 
-Caleb Williams 
Chamber Chorus 
Johannes Brahms wrote Liebeslieder Waltzer, Opus 52 (1869) and Neue Liebes-
lieder Waltzer, Opus 65 (1874) for vocal quartet and piano four hands. Becaus 
Brahms did not specify that soloists should sing the works, tonight's perfor-
mance of the fifteen waltzes in Opus 65 utilizes the chorus in eight movements 
and solo voices in the remainder. Fourteen are short, charming and graceful 
waltzes conveying aspects of wronged love in a variety of moods and pictorial 
depictions. The music ranges from passionate, angry and strong to tender and 
lyrical. The fifteenth and final movement finds Brahms abandoning the simple 
waltz and instead writing a passacaglia in 9/4 meter. The poetry of both sets 
of waltzes is translated by Georg Friedrich Daumer. But in the second set, the 
final stunning and beautiful movement, Brahms turns to the great German poet 
Goethe. Here there are no birds, no brooks, no waves, but melancholy, dark 
woods, burning eyes, and gnawing poison. Here is a moving appeal to the 
Muses for serenity and peace from the torments of love. 
-Ann Howard Jones 
tEXTS AND TRANSLATIONS 
Winter Cantata 
Haiku from Net of Fireflies 
Translated by Harold Stewart 
1. A Copper Pheasant I Kikaku 
A copper pheasant wakes with shrill edged cry; 
The silver crescent cuts the chilly sky 
m. Winter Seclusion I Ho-o 
Winter seclusion on the window pane 
silver fern of frost has grown again 
VI. One Umbrella I Yaha 
One umbrella 
As snowy dusk draws on 
One Umbrella has come 
And passes by 
And now is gone 
X.So Deep I IzembO 
So deep 
The heavy snow since yesterday 
Its drifts remain 
Sweep, sweep, as you may 
So Deep 
XI. The Wind's Whetstone I Basho 
Through jagged cedars rips the winter blast 
Honed on cragged ledges, the cragged ledges 
As it passed. 
Drei Mottetten, op. 39 Three Motets 
I. Veni Domine 
Veni Domine et noli tardare. 
,... 
a facinora plebi tuae 
et revoca dispersos in terram tuam. 
Excita Domine potentiam tuam 
et veni ut salvos nos facias. 
Veni Domine et noli tardare. 
Come, Lord, and do not hesitate, 
Forgive your people their 
transgressions 
and gather the dispersed in your land. 
Exert your power 
and come to save us. 
Come, Lord, and do not hesitate. 
II. Laudate Pueri 
1. Laudate pueri Dominum laudate 
nomen Domini 
2. Sit nomen Domini benedictum 
ex hoc nunc et usque in saeculum 
Processional"Let there be Light," 5.176 
"This is the day of light: 
Let there be light to-day; 
0 Day-spring, rise upon our night, 
And chase its gloom away." 
-Rev. John Lodge Ellerton 
When Jesus Wept 
When Jesus wept, the falling tear 
in mercy flowed beyond all bound; 
when Jesus groaned, a trembling fear 
seized all the guilty world around. 
"Le Choeur des Trembleurs" from Isis 
L'hiver qui nous tourmente 
S' obstine a nous geler. 
Nous ne saurions parler 
Qu'avec une voix tremblante. 
La neige et les glac;ons 
Nous donnent de mortels frissons 
Les frimats se repandent 
Sur nos corps languissants, 
Le froid transit nos sens, 
Les plus durs rochers se fendent. 
La neige et les glac;ons 
Nous donnent de mortels frissons. 
- Philippe Quinault 
1 
1. Praise the Lord, ye children: praise ye 
the name of the Lord · 
2. Blessed be the name of the Lord, 
from henceforth now and for ever 
The Choir of Tremblers 
The Winter which torments us 
threatens to freeze us: 
we must speak 
with a trembling voice. 
The snow and the ice 
give us mortal shivers. 
Frost is spread 
over our languid bodies. 
The cold numbs our senses 
the hardest rocks are split open. 
The snow and the ice 
give us mortal shivers. 
-
ng den Geistern iiber den Wassem, Song of the Spirits over the Waters aesa 
0 .714 
~es :Menschen Seele 
Gleicht dem Wasser: 
V m Himmel kommt es, 0 1 0 
zum Himme .ste1gt es, 
Vnd wieder meder 
zur Erde muB es, 
Ewig wechselnd. 
Stromt von der hohen, 
Steilen Felswand 
Der reine Strahl, 
~. ·· staubt er lieblich 
1. olkenwellen 
Zum glatten Fels, 
Vnd leicht empfangen 
Wallt er verschleiernd, 
Leisrauschend 
Zur Tiefe nieder. 
Ragen Klippen 
Dehl Sturz entgegen, 
Schaumt er unmutig 
Stufenweise 
Zum Abgrund. 
Im flachen Bette 
Schleicht er das Wiesen tal hin, 
Und in dem glatten See 
Weiden ihr Antlitz 
Alle Gestirne. 
Wind ist der Welle 
Lieblicher Buhler; 
Wind mischt vom Grund aus 
Schaumende Wogen. 
S e des Menschen, 
.. gleichst du dem Wasser! 
S icksal des Menschen, 
Wie gleichst du dem Wind! 
The soul of man 
Is like the water: 
from heaven it comes, 
to heaven it returns, 
And down again 
To earth must go, 
Ever changing. 
When from the high, 
Sheer wall of rock 
The pure stream gushes, 
It sprays its lovely vapor 
In billowing clouds 
Towards the smooth rock, 
And lightly received, 
It goes enshrouded, 
Softly hissing 
Down to the deep. 
Cliffs tower, 
Opposing its fall. 
Annoyed, it foams 
Step by step 
Into the abyss. 
In a flat bed 
It slinks down the grassy vale, 
And in the waveless lake 
All the stars 
Feast on their likeness. 
Wind is the wave's 
Handsome suitor; 
Wind stirs up from the depths 
Foaming billows. 
Soul of man, 
How like to the water! 
Fate of man, 
How like to the wind 
-Johann Wolfgang von Goethe 
Ain'-a That Good News! 
I got a crown up in-a the Kingdom, ain' -a that good news! 
I'm a-gain' to lay down this world, gain' -a shoulder up-uh my cross, 
Gain' -a take it home-a to my Jesus, ain' -a that good news! 
I got a harp up in-a the Kingdom, ain' -a that good news! 
(refrain) 
I got a robe up in-a the Kingdom, ain' -a that good news! 
(refrain) 
I got a Savior in-a the Kingdom, ain' -a that good news! 
(refrain) 
Neue Liebeslieder Walzer, op. 65 
from " Polydora" 
(Daumer) 
1. 
Verzicht, 0 Herz, auf Rettung, 
dich wagend in der Liebe Meer! 
Denn tausend Nachen schwimmen 
zertriimmert am Gestad umher! 
2. 
Finstere Schatten der Nacht, 
W ogen- und Wirbelgefahr! 
Sind wahl, die da gelind 
rasten auf sicherem Lande, 
euch zu begreifen imstande? 
Das ist der nur allein, 
welcher auf wilder See 
stiirmischer Ode treibt, 
Meilen entfernt vom Strande! 
3. 
An jeder Hand die Finger 
hatt' ich bedeckt mit Ringen, 
die mir geschenkt mein Bruder 
in seinem Liebessinn. 
Und einen nach dem andern 
gab ich dem schonen, 
aber unwiirdigen Jiingling hin. 
New Love Song Walzes 
Translated by Nick Jones 
(Daumer) 
1. 
Despair of rescue; oh heart, 
Abandon yourself in the sea of love! 
For a thousand boast float 
Shattered near this shore! 
2. 
Dark shadows of the night, 
Treacherous wave and current! 
Who, resting safetly 
On dry land, 
Can you understand your plight? 
Only he may, who 
Ventures upon the stormy 
Expanse of the tossing sea, 
Miles distant from the shore! 
3. 
On each hand my figners 
Were bedecked with rings, 
Bestowed on me by my brother 
Out of his love. 
And one after the other 
I gave them to that handsome 
But unworthy boy. 
4. 
Ihr schwarzen Augen, ihr diirft 
nurwinken; 
paHiste fallen und Stadte sinken. 
Wie sollte steh'n in solchem StrauB 
mein Herz, von Karten das 
schwache Haus? 
5. 
Wahre, wahre deinen Sohn, 
Nachbarin, vor Wehe, 
well ich ihn mit schwarzem Aug' 
zu bezaubern gehe. 
ie brennt das Auge mir, 
. zu Ziinden fordert! 
Flarnrnet ihm die Seele nicht -
deine Hiitte lodert. 
6. 
Rosen steckt mir an die Mutter, 
well ich gar so triibe bin. 
Sie hat recht, die Rose sinket, 
sq wie ich, entblattert hin. 
7. 
Vom Gebirge Weil' auf Weil' 
kommen Regengiisse, -
und ich gabe dir so gem 
hunderttausend Kiisse! 
8. 
Weiche Graser im Revier, 
schone, stille Platzchen! 
0, wie Iinde ruht es hier 
sich mit einem Schatzchen! 
9. 
Nagen am Herzen ffihl ich ein Gift mir. 
l<ann sich ein Madchen, 
zu frohnen zartlichem Hang, 
en ein ganzes wonneberaubtes 
Leben entlang? 
4. 
You have only to wink your dark eye 
And palaces fall and cities crumble. 
How can my heart withstand such 
An assault, in its house of cards? 
5. 
Guard and protect your son 
Neighbor, from suffering 
When I go to enchanting him 
With my dark eyes. 
Oh how my eyes burn, 
To ignite his desire! 
If his heart won't burn-
Your cottage will catch fire. 
6. 
My mother gave me roses, 
Since I am so melancholy, 
She is right: the rose fades 
Just as I do, pining away. 
7. 
From Mountains come wave upon wave 
Of drenching downpour, -
And I would as readily have given you 
A hundred thousand kisses! 
8. 
Soft grasses in this spot, 
Lovely, quiet little place! 
Oh how peacefully one rests here, 
Alone with a sweeheart! 
9. 
I feel poison gnawing at my heart. 
Can a maiden live an entire, 
Joyless life 
Without giving in to her tender 
instincts? 
10. 
Ich kose siiB mit der und der 
und werde still und kranke, 
denn ewig, ewig kehrt zu dir, 
0 Nanna, mein Gedanke! 
11. 
Alles, alles in den Wind 
sagst du mir, du Schmeichler! 
Aile samt verloren sind 
deine Miih'n, du Heuchler! 
Einem andem Fang' zu lieb 
stelle deine Falle! 
Denn du bist ein loser Dieb, 
denn du buhlst urn alle! 
12. 
Schwarzer Wald, dein Schatten ist 
so duster! 
Armes Herz, dein Leiden ist so 
driickend! 
Was dir einzig wert, es steht vor Augen 
Ewig untersagt ist Huldvereinung. 
13. 
Nein, Geliebter, setze dich 
mir so nahe nicht! 
Starre nicht so briinstiglich 
mir ins Angesicht! 
Wie es auch im Busen brennt, 
dampfe deinen Trieb, 
daB es nicht die Welt erkennt, 
wie wir uns so lieb 
14. 
Flammenauge, dunkles Haar, 
Knabe wonnig und verwogen, 
Kummer ist durch dich hinein 
in mein armes Herz gezogen! 
Kann in Eis der Sonne Brand, 
sich in Nacht der Tag verkehren? 
Kann die heisse Menschenbrust 
atmen ohne Glutbegehren? 
10. 
I sweetly caress one girl and another 
But become quite and disconsolate, 
For always, always my thoughts turn 
To you, oh Nanna! 
11. 
All of it is lost to the wind, 
What you say to me, you flatterer! 
Your efforts are altogether 
In vain, you hypocrite! 
Pray, set your trap 
For another victim! 
Beacuse you are a wanton thief, 
And you make love to them all! 
12. 
Dark woods, your shadows are so 
dismal! 
Poor heart, your sorrows are so 
oppressive! 
All that matters is right in front of me. 
Sweet union is forever impossible. 
13. 
No, love, don't sit 
So near me! 
Do not stare so ardently 
At my face! 
However much your heart may burn, 
Control your impulses, 
So that the world will not know 
How in love we are. 
14. 
Burning eyes, jet-black hair, 
Delightful and audacious boy. 
Because of you my poor heart 
Is wrenched with sorrow! 
Can ice come from the sun's fire, 
Or the day change itself into night? 
Can the passionate man's breast 
Breathe without a love's desire? 
Ist die Flur so voller Licht, 
daB die Blum' im Dunkel stehe? 
Ist die Welt so voller Lust, 
daB das Herz in Qual vergehe? 
15. 
(Goethe) 
Nun, ihr Musen, genug! 
Vergebens strebt ihr zu schildern, 
wie sich Jammer und Gluck 
wechseln in liebender Brust. 
Heilen konnet die 
Wunden ihr nicht, 
or geschlagen, 
Linderung kommt einzig, 
ihr Guten, von euch. 
Is the field so full of light 
That the flower is left in the dark? 
Is the world so fully of joy 
That the heart is left in pain? 
15. 
(Goethe) 
Enough now, oh Muses! 
You strive in vain to show 
How misery and joy 
Mingle in the loving breast. 
You can not heal the wounds 
The cupid has inflicted, 
But solace comes solely 
From you, you blessings. 
BOSTON UNIVERSITY WOMEN'S CHORALE 
Carolyn Aguirre 
Naomi Brigell 
Isabel Brougham 
Rachel Carpentier 
Car a Grimaldi 
Alexandra Horton 
Emily Hudson 
Laura Hwang 
Jennifer Jaroslavsky 
Charlotte Keating 
Tala Khalaf 
Janette Martinez 
Tavia Merchant 
Amelia Nixon 
Elise Roth 
Carey Shunskis 
Abigail Smith 
Annie Stoddard 
Crystal Taber 
Anna Woodbury 
BOSTON UNIVERSITY MEN'S CHORUS 
Tenorl 
Jason Berger 
Justin Kenney 
Michael Aniolek 
Michael Barrett 
Tenor2 
Newell Bullen 
Tyler Diaz 
Peter Eramo 
Baritone 
Daniel Gostin 
Michael Dauterman 
Daniel Peterson 
Ted Evangelista 
Benjamin Harris · 
Bass 
Joshua Rohde 
Michael Convicer 
Carlton Welch 
Timothy Gorka 
Stephen Stacks 
Peter Brown 
BOSTON UNIVERSITY CHAMBER CHORUS 
Soprano Alto continued Bass continued 
Emily Baker Emily Neuberger Daniel Gostin 
Virginia Barney Caroline Olsen Benjamin Harris 
Emily Hudson Mariya Shoteva Adam Kurihara 
Suzanne Karpov Beth Willer Kyle Lanning 
Tala Khalaf Daniel Peterson 
LeaMadda Tenor Joshua Rohde 
Hailey Markman Christopher Barberesi Stephen Stacks 
Carey Shunskis Michael Barrett Erik Van Heyningen 
Katrina Tammaro Jason Berger Caleb Williams 
Alto 
John Slack 
Manager Anthony Trecek-King 
Abigail Bowling CoryWikan Cory Wikan 
Melanie Burbules 
Rachel Carpentier Rehearsal Pianist 
Stephanie Gray Bass Justin Blackwell 
Emily Harmon Peter Brown 
Jennifer Kane Newell Bullen 
Joanna Lynn-Jacobs Michael Convicer 
Michael Dauterman 
fRIENDS OF THE COLLEGE OF FINE ARTS 
We are grateful to our community of alumni, faculty, families, and friends who believe in the importance of sup-
porting gifted students in music, theatre, and the visual arts through their generous contributions. Gifts to the 
College afFine Arts drive important capital initiatives, scholarships, educational outreach, performances, and 
exhibitions, all of which directly benefit the talented young artists of Boston University. 
For more information about how you can join our growing list of supporters, please contact us at 617-353-5544 
or make a donation online at www.bu.edu/cfa/alumnilgiving-back. We would love to welcome you into our 
donor community! 
We thank the following donors for their generous support during the 2010-2011 fiscal year•: 
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BOSTON UNIVERSITY SCHOOL OF MUSIC 
STRINGS Richard Menaulhom 
Steven Ansell viola • Suzanne Nelsen bassoon 
Edwin Barker double bass• Craig Nordstrom, clariuet 
Cathy Basrak viola Toby Oft trombone 
Lynn Chang violiu Elizabeth Ostlingflute 
Daniel Dona viola, pedagogy Andrew Price Oboe 
Jules Eskin cello Ken Radnofsky saxophone 
Carolyn Davis Fryer double Richard Ranti bassoou 
bass Thomas Rolfs trumpet 
Ed ward Gazouleas viola Mike Roylance tuba 
Marc Johnson cello Matthew Ruggiero 
Bayla Keyes violin • bassoon 
Alexander Lecarme cello Eric Ruske Jrom • 
Michelle. LaCourse viola • Robert Sheena 
Katie Lansdale violin English hom 
Benjamin Levy double bass Thomas Siders trumpet 
Lucia Lin violin • Ethan Sloane clarinet • 
Malcolm Lowe violin Jason Snider lwm 
Dana Mazurkevich violin Samuel Solomon 
Yuri Mazurkevich violin • percussion 
Ikuko Mizuno violin James Sommerville hom 
John Muratore guitar Linda Toole flute • 
George Neikrug cello++ 
James Orleans double bass PIANO 
Leslie Parnas cello Anthony di Bonaventura • 
Ann Hobson Pilot harp Maria Clodes-Jaguaribe • 
Barbara Poeschl-Edrich harp Gila Goldstein 
Michael Reynolds cello • Linda Jiorle-Nagy 
Rhonda Rider cello Michael Lewin 
Todd Seeber double bass Sergey Schepkin 
Roman Totenberg violiu ++ Boaz Sharon • 
Michael Zaretsky viola 
Peter Zazofsky violiu • COLLABORATIVE PIANO 
Jessica Zhou harp Shiela Kibbe • 
Robert Merfeld 
WOODWINDS, BRASS, and 
PERCUSSION ORGAN 
Ken Arnis tuba Nancy Graner! 
Jennifer Bill saxophone Peter Sykes • 
Peter Chapman trumpet 
Geralyn Coticoneflute VOICE 
Doriot Dwyer flute Michelle Alexander • 
Terry Everson trumpet ,. Michael Beattie 
John Ferrillo oboe Penelope Bitzas • 
Timothy Genis percussion Sharon Daniels • 
Ian Greitzer clarinet James Demler • 
Ronald Haroutounian bassoo11 Gary Durham 
John Heiss flute Phyllis Hoffnian • 
Gregg Henegar bassoon Matthew Larson 
Renee Krimsier flute Betsy Polatin (theater) 
Gabriel Langfur bass trombone Bonnie Pomfret 
Don Lucas trombone • Jerrold Pope • 
Mark McEwen oboe Andrea Southwick 
Maria Spacagna 
SCHOOL OF MUSIC DEPARTMENT OF 
PRODUCTION AND ENSEMBLES 
J. Casey Soward, Mauager of Production and Performance 
Michael Barsano, Manager a{ University-Wide tnsembles 
Michael Culler, Head Recording Engineer 
Oshin Gregorian, Manager of Opera Institute 
Diane McLean, Stage Manager 
Shane McMahon, Recording Engineer 
David Dawson II, Adminis!rative Coordinator, Scheduling aud 
Programs 
Kris Sessa, Ubrarian 
Martin Snow, Keyboard Technician and Restoration 
Molly Walker, Manager of School of Music Ensembles 
COLLEGE OF FINE ARTS ADMINISTRATION 
Benjamin Juarez, Dean, College of Fine Arts 
Robert K. Dodson, Director, School of Music 
Jim Petosa, Director, School of Theatre 
Lynne Allen, Director, Schoo) of Visual Arts 
HISTORICAL MUSIC EDUCATION 
PERFORMANCE Richard Bunbury • 
Aldo Abreu recorder Susan Conkling • 
Sarah Freiberg Ellison Diana Dansereau ,. 
cello Andre de Quadros • 
Laura Jeppesen Jay Dorfman • 
viola da gamba Andrew Goodrich • 
Christopher Krueger Lee Higgins • 
Baroque flute RonKos• 
Catherine Liddell lute Warren Levenson 
Martin Pearlman Roger Man tie • 
Baroque ensembles • Brian Michaud 
Robinson Pyle Richard Nangle 
uaturaltrumpet Sandra Nicolucci • 
Marc Schachman 
Baroque oboe CONDUCTING 
Aaron Sheehan HP voice David Hoose • 
Jane Starkman Ann Howard Jones • 
Baroque violiu, viola Scott Allen J arret! 
Peter Sykes lmrpsicl10rd • David Martins 
Jameson Marvin, choral 
MUSICOLOGY 
Marie Abe• OPERA INSTITUTE 
Victor Coelho • Phyllis Curtin ++ 
Steven Cornelius • Sharon Daniels • 
Sean Gallagher Melinda Sullivan-Friedman 
Brita Heimarck .. Frank Kelley 
Lewis Lockwood William Lumpkin • 
Thomas Peattie • Jim Petosa 
Joshua Rifkin • Betsy Polatin 
Andrew Shenton• Jeffrey Stevens • 
Jacquelyn Sholes Nathan Troup 
Patrick Wood Uribe• Allison Voth • 
Jeremy Yudkin • 
STAFF PIANISTS 
COMPOSITION Michelle Beaton 
AND THEORY Eve Budnick 
Brett Abigana Matthew Larson 
Varian Aghababian Phillip Oliver 
Martin Amlin • Lorena Tecu 
Deborah Burton • Noriko Yasuda 
Justin Casinghino Molly Wood 
Richard Cornell • 
Joshua Fineberg • 
Samuel Headrick • Department Chairs 
DavidKopp• represented in bold 
Mary Montgomery Koppel 
Rodney Lister • • full-time faculty 
KettyNez• 
Andrew Smith ++Emeritus 
John Wallace • 
Steven Weigl • 
Jason Yust• 
SCHOOL OF MUSIC 
Richard Cornell, Associate Director 
SCHOOL OF MUSIC EXECUTIVE COMMITTEE 
Susan Conkling, Music Education 
Richard Cornen, Music Studies 
Robert K. Dodson, Director 
Phyllis Hoffman, Executive and Artistic Director of Boston 
University Tanglcwood Institute 
Ann Howard Jones, Ensembles 
David Kopp, Director, Graduate Studies 
Michelle LaCourse, Chair, Applied Studies 
Shaun Ramsay, Assistant Director for Admissions and 
Student AffaJTs 
John Wallace, Director Undergraduate Studies 
-
gOSTON UNIVERSITY SCHOOL OF MUSIC 
UPCOMING EVENTS AND PERFORMANCES 
Monday, February 6, 8:00pm 
Monday, February 8, 8:00pm 
Monday, February 13, 8;00pm 
Tuesday, February 14, 8:00pm 
Faculty Recital Series 
The Art of the Sonata, Part W 
Terry Everson, trumpet 
Shiela Kibbe, piano 
Tsai Performance 
Muir String Quartet 
Tsai Performance 
Faculty Recital Series 
American Music for Viola and Piano 
Michelle LaCourse, viola 
Martin Amlin, piano 
Tsai Performance 
Faculty Recital Series 
Bayla Keyes, violin 
Robert Merfeld, piano 
James Demler, voice 
Tsai Performance 
Thursday, February 16, 8:00pm Boston University Symphonic Chorus, · 
Boston University Symphony Orhcestra 
American Choral Directors Assocation Eastern Conference tour 
Veterans Memorial Auditorium 
Providence, RI 
Concert Hall, 855 Commonwealth Avenue 
Tsai Performance Center, 685 Commonwealth Avenue 
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